Renunciation as Tragedy and Triumph in George Granville's
Heroick Love 'Superlatively wrote; a very good Tragedy, well Acted, and mightily pleas'd the Court and City.' Thus John Downes, in Roscius Anglicanus, recorded the favourable response to the premiere of George Granville's play Heroick Love in January 1698. 1 Modern historians of Restoration drama have been less appreciative. Allardyce Nicoll, writing in the 1920s, found Granville's plays in general 'noticeable for their chill,' and this one in particular lacking the 'essential element of individuality.' 2 Robert D. Hume's brisk discussion concludes that 'Granville's first concern seems to be with full, clear presentation of character/ but makes little further comment. 3 More recently, Derek Hughes has written the play off as 'simply a long, sub-Otwayesque moan.' 4 It is understandable that those who take all Restoration drama for their province should find little time for a tragedy that was more esteemed than performed, but studies of tragedy in the period have even less to say about Granville's play.
5 This is regrettable. Granville is an interesting liminal figure: on the one hand, the last of the 'Mob of Gentlemen who wrote with Ease;' 6 on the other hand, the proponent in this play of a novel and unusual ideal of female heroism. The circumstances of the play's production are likewise interesting. Its connection with Dry den and the rival theatre companies of the later 1690s gives it interest as a theatrical document, and a measure of political significance. The author reluctantly rewrote the end of the fifth act, and both endings are preserved. As an adaptation of Homer's Iliad, Heroick Love illustrates changing attitudes towards the classical heritage. As a play, it attempts to replace the standard double plot with a single action, just as its language is less hyperbolical than that of the heroic plays of the 1660s and 1670s. It promotes a new concept of love, one that elevates devotion above possession, and it locates tragedy in the clash between the new and the old conceptions of the heroic (self-sacrifice as against self-assertion). It likewise promotes a positive view of women, testifying to the growing importance of women in the culture of the 1690s. The career of George Granville (1666-1735) was largely shaped by his Jacobite sympathies.
7 He belonged to an ancient west of England royalist family, whose branches spelled their name variously as Greenville, Grenville, Granville, and Grenfell. Educated at Trinity College, Cambridge, he spent some years in Paris in the early 1680s, presumably to prepare himself for government service. No position was forthcoming, however, and Granville had perforce to retire to the country and wait. Then the revolution of 1688 brought in a new regime, which Granville could not conscientiously serve. He continued to live in the country (though he must have visited London from time to time), developing his literary interests. By the mid-1690s his lyric verse had won him a considerable reputation.
8 His first play, The She-Gallants (1696), was adapted from a comedy he had seen in Paris a decade earlier. In his own time Granville enjoyed a considerable reputation as a 'near favourite of the muses,' in Delarivier Manley's phrase. He was a poet whose graceful lyrics chronicling his feelings for a lady addressed as Mira made her 'as well celebrated as Ovid's Corinna, and as well known/ But Manley chiefly emphasizes his works for the theatre:
He has touched the drama with truer art than any of his contemporaries, comes nearer nature and the ancients, unless in his last performance, which met with most applause, however least deserving. But he seemed to know what he did, descending from himself to write to the many, whereas before he wrote to the The 'last performance' was The British Enchanters, which had enjoyed an immensely successful forty-night run at the Haymarket Theatre in 1706. Manley is surely thinking of Heroick Love as the contrasting work 'before/ when Granville wrote 'to the few.'
Granville's literary talents would certainly have prompted him to write, but he might have written less had politics not intervened. After 1688 his family's attachment to the ousted James II reduced the chances of official employment, even had he been willing to accept it. Jacobite sympathies, however, surely contributed to an association that played a significant role in the genesis of Heroick Love. By the later 1690s, Granville was one of a circle of young writers loosely attached to John Dryden (1631-1700), the leading playwright of his generation, who had been dismissed from his offices, including that of Poet Laureate, after the Glorious Revolution of 1688. A passive résister like Dryden, Granville remained loyal to the king in exile, but did not participate in anti-Williamite plots. He was also a generous friend to Dryden's son Charles.
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The ties of family, politics, and literary affiliation linking these men are clearly suggested by the ancillary contributions to the first edition of Heroick Love.
14 These comprise the prologue to the play, written by Henry The first book of the Iliad opens with the quarrel between Achilles and his commander-in-chief, which forms the central subject of the poem. Agamemnon has custody of a Theban captive named Chryseis. Her father, the priest Chryses, brings gifts and asks for her return. Agamemnon haughtily refuses this attempt at ransom, and Chryses calls upon Apollo to punish this insult to his priest by sending a plague upon the Greeks. After ten days of disastrous illness, Achilles summons a council of the Greek leaders, who learn from the seer Calchas the cause of the plague. Agamemnon finally most reluctantly agrees to give up Chryseis, and sends her home by ship, but insists that Achilles must repair his loss by yielding him his favoured captive, Briseis. Achilles' fury knows no bounds, and while he is compelled to surrender Briseis, he vows to take no further part in the war. And Achilles goes on to ask his mother, the goddess Thetis, to ensure that victory goes to the Trojans so long as he does not participate in the battle; and thus the tragic action of the poem begins to unfold. Granville's tragic action stops at this point in the Homeric story, but develops very differently. In the poem, the two females at the heart of the quarrel play no part in the action themselves. Chryseis is only a name except for the single line in which she steps aboard the ship that will take her home. Briseis appears only in the brief passage quoted above. In the play, however, Chruseis (Granville's spelling) is the sensitive central figure, and Briseis has a briefer but vital role as her fiery rival. (Granville was writing for the actresses Elizabeth Barry and Anne Bracegirdle, famous for portraying just such contrasted character types.) 27 The scenes of Homer's narration are preserved, and while Granville deals freely with his source, he needed to make no major changes in what it provides, because Homer's scenes are dramatic already. His originality lies in adding substantial parts for the two women, silenced pawns in the Homeric text, and in extending the roles of Ulysses and Nestor as managers of the Greek army who have not lost sight of its mission.
In order to compress the length of time represented on stage, Granville abandons the simple linearity of the Iliad. Act I opens with the plague well established, Agamemnon refusing to accept Chryses' gold as ransom for the woman whom he loves, and who loves him, though she fears some disaster impends. Her father will never abandon his demands for her return. Agamemnon is determined never to take gold for the woman he loves: Chruseis' anxieties are increased in Act III by the presence in Agamemnon's quarters of Briseis. Just why did he demand her from Achilles? Ulysses suggests various possibilities to Chruseis, trying to loosen her attachment to the leader of the Greeks. He tells Chruseis that Briseis is more beautiful even than she is, and then, Briseis has the advantage of novelty:
Her's are the Odds, by being Unenjoy'd; Were there but that, O 'tis a powerful Charm! Th'Ill-favour'd, and the Ugly, and the Old, Pass with this Charm, the Charm of being New. (p. 41) But Chruseis, thus put on her mettle, is stimulated to face this challenge, and has a spirited exchange with Briseis, which further confirms Chruseis in her determination to stand by Agamemnon and defy her rival.
In Act IV, Ulysses and Nestor try to delude Chruseis into departing by telling her that a burst of military music is a salute to Agamemnon on his successful possession of Briseis. (They lie; it betokens the resumption of hostilities, the opening of the battle in which Patroclus will be killed while Achilles sulks in his tent.) Chruseis decides to confront Agamemnon with his infidelity. In fact he has not betrayed her, and Briseis demands to be allowed to return to Achilles, the only man she loves. Finding them together, Chruseis denounces Agamemnon for inconstancy, and when he assures her that he cares nothing for Briseis, Briseis refuses to confirm that he has never spoken of love to her, because her scorn for him would be pointless if he did not care for her. Chruseis and Briseis leave the bewildered Agamemnon blaming Ulysses for causing this misunderstanding, and finally pressing him to find Chruseis and set matters straight.
The last act opens with Briseis' return to Achilles, who naturally supposes she has been unfaithful to him; her rage provokes his passion, and he decides that possession is an immediate good not to be postponed. Meanwhile Chruseis and Agamemnon are reconciled, and he is arming himself to join the battle. Because they are reconciled, Chruseis can now decide that they must part; only if she leaves him will the gods allow him to live and be victorious. If she stays, disaster must ensue. Agamemnon wishes he could give up his command and throne and retire to a rural village with Chruseis, but both understand this is impossible. They embrace, and Agamemnon collapses in a swoon. Chruseis seizes the moment to leave, knowing that by returning to her father she will turn the tide of battle in favour of the Greeks:
All will be well, the Gods are now appeas'd. After she has gone, Agamemnon recovers and rushes to join the battle, seeking only the death that the audience well knows will be deferred until he returns home victorious to Mycenae. 28 The revised ending gives Ulysses a brief speech summarizing the restoration of the situation while acknowledging the sacrifice that Chruseis has made:
The Ills that Love has done, Love has aton'd. And Glory calls, to make us full amends... It seems clear that Granville is trying, within the general conventions of Restoration theatre, to find an appropriately classical dramatic form to suit his classical subject. Since he mentions Oedipus, the 1679 joint venture by Dryden and Nathaniel Lee, in the preface to Heroick Love, that play may be taken to exemplify what he was trying to improve upon. Dryden prepared the scenario for Oedipus, in which Sophocles' tragedy is considerably modified by intervening treatments by Seneca and Corneille, and by the expectations of audiences of the 1670s. 29 There is an important sub-plot involving the treacherous villain Creon's passion for Eurydice, who is devoted to Adrastus, the prince of Argos who has been defeated in battle by Oedipus. Granville has no sub-plot, nor does he create conflict with the A-loves-B-but-B-loves-C device. 'A Tragedy is the Representation of one single particular Action/ he writes in the preface (sig. A3), and defends that Aristotelian principle against those who demand a life of Agamemnon or multiple plot lines. Although the action is set in a military camp in the midst of a war, and both Agamemnon and Achilles are in love with captives, love is not shown in conflict with combatants' loyalties to their nation. Chruseis feels no patriotic reluctance to love Agamemnon, and Chryses' objections to the relationship arise from his daughter's violation of paternal authority and personal morality. It is as an outraged father, not a representative of a conquered nation, that he invokes the plague upon the Greeks. Chruseis is torn not between love and some other obligation, but between two aspects of the same love, that which prompts her to want to be with Agamemnon always, and that which requires her to leave him for his own good. Her renunciation of her lover is not motivated by belated attention to a marriage vow, as are those of the queens Berenice in Dryden's Tyrannick Love (1670) and Almahide in his Conquest of Granada (1671). In both these plays, the queens are released from their vows by the deaths of their detested husbands, and are left looking forward to marrying their lovers after a suitable interval of mourning. Chruseis' renunciation is final, as her absence from the stage at the end of the play emphasizes. And in a note Granville quotes Dryden's own apology for his former 'extravagance' in the dedicatory epistle to The Spanish Friar (1681). 31 In his tragedy Granville does not altogether avoid 'unnatural flights' when Agamemnon avows his passion, but such passages merely underline the moral conviction of Chruseis' more restrained utterance, and Agamemnon gradually learns to moderate his expressions of emotion.
The Iliad has nothing to say about Chryseis' feelings, though Agamemnon is provoked by Calchas' representations into declaring his love for her: As the action develops from this point, Chruseis comes to see without qualification that true love demands a sacrifice greater than giving up power or even sharing death; it demands abnegation, giving up love itself. The machinations of Ulysses and Nestor fail because they miss the point. Chruseis is determined to follow the painful path that heroic love -that is, in her understanding, selfless love -requires. At the same time, it is her knowledge of Agamemnon's devotion that enables her to understand that sacrificing herself for her lover must entail not dying for him, but living without him. The most that Ulysses and Nestor can achieve is to cause her to doubt that devotion momentarily. In the final act, as Agamemnon loses consciousness under the pressure of supreme emotion, she firmly announces her decision to leave. To Agamemnon's claim that she cannot love him if she can leave him, Chruseis replies that only Agamemnon can be the sufferer if she remains: The Cup of Pleasure, is the Bowl of Death/ Agamemnon cannot, as he desperately proposes, give up his throne for love in a cottage. She tells him:
Your generous Love, has show'd the way to mine, Fearing to part, you firmly chuse your Ruin, Fearing your Ruin, I consent to part. To part, of every evil is the worst, All other ills you chuse, but I chuse that, Love prompting you, to perish for my sake, Prompts me to keep you safe, whate'er it cost; Empire and Life, and Glory, are your Victims, The Joys of Life, and Love itself are mine. (p. 68) Chruseis' conception of heroic love as the sacrifice of love itself marks a substantial change from heroic love as it is exemplified in the plays of the 1660s and 1670s. Dryden's title for his version of the Antony and Cleopatra story, All for Love: or, The World Well Lost (1677) , conveys that earlier concept of love precisely. 33 Chruseis understands that, for Agamemnon, the world cannot be well lost, and she sacrifices her own happiness accordingly. In choosing to rewrite the crucial opening episode of the Iliad, a story of possessive passion among warriors, Granville highlights his revisionist conception of heroism and love. He turns Homer's account as it were inside-out, by giving full humanity and narrative prominence to the female characters who are merely desirable objects in the Iliad, especially to his protagonist Chruseis. But he does not place a female character at the centre of his drama to exploit her potentiality for pathos, as Dry den does with Cressida in his Troilus and Cressida (1679), or as Nicholas Rowe would do five years later with Calista in The Fair Penitent (1703), but to show her as morally and psychologically strong. The contrast between the swooning Agamemnon and the collected Chruseis makes the point visually. She does not die, but walks away from the action, something as hard to do for a lover as for a warrior. Granville's play subordinates warfare and the virtues of a military aristocracy to a conception of love that is hostile to self-assertion and the trope of love as conquest, and that it finds its supreme expression, not in possession, but in renunciation.
Granville's own antecedents and his Tory politics notwithstanding, his tragedy shows him to be thoroughly responsive to cultural changes moving English society in the 1690s, especially the growing influence of women and the court-sponsored campaign for moral reform.
34 Both Prologue and Epilogue to the play pay tribute to the ladies in the audience and suggest they will understand it even if others do not. 'Chiefly the softer Sex, he hopes to move,' writes St. John in his Prologue, 'Those tender judges of Heroick Love' (sig. A5), and Higgons, after castigating the critics and the 'Viler Rabble' of the pit, had the speaker of the Epilogue gesture towards the only accredited judges among the audience: Little is known of the play's revival in 1713, save that it had been requested by 'several Ladies of Quality.' 35 This demonstration of female influence in the theatre is wholly appropriate to a play which presents so positive a view of female character. Granville's tragedy may not evoke much pity or fear, but it is designed to generate respect for its heroine.
